E v a G e o r g i i -H e m m i n g a n d M a r i a W e s t v a l l
The embedding of informal practices in music education in school relates to significant issues concerning students ' engagement, participation, inclusion 'School Music' to 'Music in School'. This 
development has been characterised by greater influence of students on curriculum content resulting in increased use of popular music, and, consequently, teaching strategies acquired from informal music playing contexts. The curriculum states that the core of the subject is practical music playing, through which personal development can occur -both musically and socially. Music education in several other countries is developing a more practical approach, and the role of popular music in schools, and what is sometimes called informal learning, is featured in international music pedagogy debates. This article considers the musical, pedagogical and democratic consequences of this pedagogy from a Swedish perspective. As a result of a sharp focus on personal social development and individual students' musical interests, music education in Sweden has become relatively limited in terms of repertoire, content and teaching methods. Recent evaluations and studies also demonstrate that music education lacks direction, and is short of creative engagement with music. The role of the teacher is unclear and sometimes lacks validity in a practical music education situation. Viewed from an international perspective, the kind of music education that has developed in Sweden is unique. Thus, when the possibilities and limitations of music education in Sweden are discussed, it has the potential to be of interest to international music education research.

I n t r o d u c t i o n
In a number of countries there has been a trend over the last 10 years to develop pedagogical strategies for the classroom informed by musical learning and engagement in informal contexts usually beyond the school. Informal pedagogical strategies have been regarded as a tool for students ' increased motivation, participation and (Georgii-Hemming, 2005; Georgii-Hemming & Westvall, 2010) .
In addition, recent studies demonstrate that music teaching often lacks direction (Georgii-Hemming, 2005; Georgii-Hemming & Westvall, 2010 (Georgii-Hemming & Westvall, 2010 ).
M u s i c e d u c a t i o n i n S w e d e n : A b r i e f h i s t o r y
Over the past 40 years the music curriculum in Sweden has undergone major changes. These have been described as a transition from 'School Music' to 'Music in School' (Stålhammar, 1995) . This transition represents a shift from music as being a distinctive school subject towards a subject with a significant inclusion of students' own musical experiences and preferences from outside of school. The shift does not exclusively concern music education, as there is an increased emphasis on democratic values and students' participation in the general curriculum.
Music as a school subject achieved its subject status in 1955. Prior to this the subject was called singing. Singing was dominated by hymns and aimed at strengthening church singing, morale and national identity (Stålhammar, 1995; Sandberg, 2006) . In the 1960s, a 9-year compulsory comprehensive school education was introduced for all children. Previously, in the 1946 School Commission's report (SOU, 1948 (Lgr 62; Stålhammar, 1995 (Forsberg, 2000; Englund, 2005) .
M u s i c e d u c a t i o n i n S w e d e n t o d a y -c o n t e n t a n d d e s i g n o f l e s s o n s
Large group singing and playing in pop-and rock bands dominate Swedish music education according to both research studies (Georgii-Hemming, 2005) and the national evaluation from 2003 (Skolverket, 2004a , 2004b (Lilliestam, 1995 (Lilliestam, , 2001 Georgii-Hemming, 2005) .
The teaching reflects the aims of the curriculum, which emphasises practical skills, singing and playing (Kursplan, 2000) . (Ericsson, 2001; Skolverket, 2007, p. 34; GeorgiiHemming & Westvall, 2010 ).
M u s i c e d u c a t i o n i n S w e d e n t o d a y -m u s i c t e a c h e r s ' g o a l s a n d a m b i t i o n s
When music teachers are asked what their teaching should give to the student, ideas of personal and social development dominate, rather than musical communication and experience. The teachers want musically engaged students who extend this interest beyond the scope of an educational institution and apply it for individual or cultural needs (Skolverket, 2004a (Skolverket, , 2004b Georgii-Hemming, 2005 . The function and use of music is playing, a skilled process with its foundation built upon practice (Varkøy, 2001; Elliott, 2005) .
Music as a phenomenon is not focused on, and music is certainly not seen as an autonomous object. However, the meaning of music is perceived as a unique source for personal and social development. Therefore every student must be respected, learn to cooperate, be given opportunities to find their identity and become a fulfilled human being with self-confidence. They must also be made aware of -and take responsibility for -what he or she learns, discover their own abilities and the potential value of aesthetic knowledge. (GeorgiiHemming, 2005; Skolverket, 2007) . (Karlsson & Karlsson, 2009 Creative work involving music is emphasised in the compulsory comprehensive school curriculum (Kursplan, 2000) . One can of course argue that playing covers based on existing music is a creative process, but the artistic aspects of music in terms of creating new music, using sounds for interpretation, composing or improvising have had little impact on the teaching (Thavenius, 2002; Skolverket, 2007) . Teachers inform students of opportunities to create their own music and the teaching schedules are flexible enough to allow sufficient time for this. However, few students actually embrace this offer and few teachers apply it. Creating is not a central goal (Georgii-Hemming, 2005 (Georgii-Hemming, 2005 .
Music is the uniting link between these ambitions. Music and human experiences belong together; through positive musical experiences human beings can feel joy and solidarity, develop self-esteem and discover that different forms of knowledge have a value
M u s i c e d u c a t i o n i n S w e d e n t o d a y -w h a t i s n o t b e i n g p r i o r i t i s e d ?
It appears that singing and playing mainly pop-and rock music dominates music teaching in Sweden. Western Classical music, jazz, folk music or music from other cultures is only marginally integrated into the teaching. The selections of styles within pop-and rock genres are also limited. Popular music is today a large and global musical field that can contain both old and new music, from traditional bands to music produced through different types of digital technology. Regardless of whether students or teachers choose the repertoire, it often involves music that students know well. Despite the intentions of the curriculum, few teachers actively work towards teaching in a way that reflects several cultural and musical fields -irrespective of whether they work in a school in a larger or smaller city or in a school with or without ethnic diversity (Kursplan, 2000). A new form of school music based on easy-to-play pop-and rock songs seems to have emerged. This includes both current hits (e.g. I'm Yours with Jason Mraz), traditional songs (e.g. Tom Dooley) and also songs by groups such as Creedence Clearwater Revival, Kiss and Oasis
G e n e r a l p r i n c i p l e s b e h i n d t h e i m p l e m e n t a t i o n o f i n f o r m a l m u s i c p e d a g o g y
The motives for implementing informal pedagogy in schools often stem from a desire to compensate for limitations in the content or methodology of the formal curriculum (Jeffs & Smith, 1990) . Furthermore, informal music pedagogy may be a way to address some students' lack of engagement with music education in schools.
The idea is that through informal music pedagogy, students will be empowered to influence and control the content, as well as the pace, of their own learning. The students choose the music they want to practise and perform, and it is learnt by listening and aural copying rather than from notation. This form of education takes place through self-directed learning, peer-directed learning and group learning, yet with moderate involvement from the teacher. This is considered to provide the students with a sense of recognition and a greater ownership of their learning experiences. The expectation is also that students gradually will become aware of other music genres outside their own experience. Therefore, informal education aims to offer students opportunities to try out new things, take risks and extend their experiences (Green, 2008) .
So far, these objectives mainly concern what is happening in the schools. In the general debate concerning informal learning practices, there are, however, also issues and objectives discussed which go beyond school (Green, 2008) . This has also been discussed by Wright (2008) , who -with reference to Freire (1972) and Folkestad (2006) (Zackari & Modigh, 2000; Boman, 2002 ). (Green, 2002 (Green, , 2008 Folkestad, 2006) .
M u s i c e d u c a t i o n i n s c h o o l a n d s t u d e n t s ' m o t i v a t i o n
A highly legitimate motive stated for the use of informal teaching strategies is to increase students' engagement with and motivation for music education in school
The image of Swedish students' motivation that has emerged through the national evaluation and previous research is partly contradictory. Students enjoy the music subject and appreciate being able to play music in groups (Skolverket, 2004b) . Music curricula have increasingly become characterised by current music culture, and -at least parts of -popular music are being integrated into the subject (see above, Karlsson & Karlsson, 2009) . Despite this, it appears that students experience the subject as old-fashioned and that it lacks breadth of genres (Skolverket, 2004a) . Variations between different schools are large, but it can equally be assumed that variations within the subject in a school are small (Skolverket, 2004b) .
T h e r o l e o f t h e t e a c h e r i n i n d i v i d u a l i s e d a n d i n f o r m a l ( m u s i c ) p e d a g o g y
Connecting with students' experiences is a difficult task in a time of a multitude of norms, values, symbolic codes, and cultural and social backgrounds. Variations become endless (Giddens, 1991 (Madsén, 2002) .
Madsén (2002) argues that the ideas of 'teachers as supervisors' and students as seekers out of knowledge, leads to teachers simply becoming 'administrators' of students' work. Teaching is not simply about the transmission of information, but also about individuals actively constructing ideas of the world through interaction between the known and the unknown. In order to create new knowledge, an active dialogue -between teacher and student, between student and student -based upon awareness and understanding is required. Teachers must therefore be able to comprehend students' experiences, understanding and thinking in order deliberately to be able to challenge it (Madsén, 2002).
Sociologist and youth researcher, Ove Sernhede (2006) (Ericsson, 2002 (Skolverket, 2007) .
P a r t i c i p a t i o n a n d i n c l u s i o n
Teaching methods, activities and educational strategies that belong to ideas of informal learning are not only aimed at connecting with students' experiences in everyday life. Participation and inclusion -in and beyond school -are important goals with informal learning (Green, 2008; Wright, 2008) .
Previous cultural hierarchies between 'high' and 'low' have, if not entirely dissolved, at least adopted a different shape (Sernhede, 2006) . Many music teachers in Sweden are connecting with students' music preferences, leisure-related knowledge and interests (Stålhammar, 2006; Bergman, 2009 ). The problem is that this mainly appears to benefit those students who play instruments during leisure-time (Skolverket, 2004a (Skolverket, , 2004b . The national evaluation has not investigated the instruments, genres or experiential contexts to which this applies. However, experiences from pop-and rock bands were partly useful in school, whereas skills in creating music with the aid of computers or mixing music were not at all reflected in the grading. The national evaluation also stressed that the majority of those who missed computers for music-making were boys from an ethnic background (Skolverket, 2004b) .
Thus, an ambition to connect with students is not inclusive of all groups of students (Stålhammar, 2006) . These issues have ethnic as well as socio-economic dimensions (Lundberg et al., 2003) .
This problematic situation is being confirmed, complicated and amplified in a recent thesis within musicology (Bergman, 2009 (Bennett, 2000; Frith, 2002) as well as be a way to explore and visualise life experiences (Ruud, 1996) . Music has a strong connection with independence and personal integrity (Ericsson 2002; Stålhammar, 2006) . For those young people where certain music is an important and active part of these processes, a teaching strategy connecting closely to students can turn students' private projects into school projects. What was previously private, and perhaps also secluded, could instead become valued as a public qualification (Skolverket, 2004b) .
F u t u r e m u s i c e d u c a t i o n
E m a n c i p a t i o n a n d m u l t i c u l t u r e (Maffesoli, 1988) Freire, 1972; Wright, 2008 (Skolverket, 2004b) .
Even though we in this context cannot further examine this complex issue, it is necessary to stress that the cultural multitude and its role models, through globalisation, has actually decreased (Giddens, 1990 (Giddens, , 1991 Bauman, 2000 Bauman, , 2001 Lundberg et al., 2003; Smiers, 2003) . It is therefore necessary for schools and teacher education to develop a professional awareness concerning issues related to the role that media plays in young people's lives. Undoubtedly, music education needs to address and include popular culture, but it should also contain a critical and sound discussion concerning popular culture and media. In that way, music learning has the potential to contribute to a thriving multitude and will encourage solidarity, acceptance and awareness within the frame of compulsory music education (Georgii-Hemming & Westvall, 2010 (Ruud, 1997 (Sernhede, 2006) . Personal development and construction of meaning both occur through encounters between the known and the unknown (Gadamer, 1960; Ziehe, 1993) . Sernhede argues that young people lack confidence in the current school system. Not because of too much alienation, but because schools 'let them do whatever they want ' (Sernhede, 2006, p. 15 
